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LL, ike Paganini, and many famous violinists be- 

fore and since, Yehudi Menuhin doubles on the 

viola, and has done so since his teens, frequently 

in informal chamber music sessions with illustri- 

ous musical friends. In 1950 he acquired the rich- 

toned instrument heard in this recording, a bequest 

from Nathan Firestone of San Francisco. It was 

manufactured by Carlo Antonio Testore of Milan, 

and is dated 1741. Mr. Menuhin has previously re- 

corded the sixth Brandenburg Concerto of Bach 

as a violist. 

BERLIOZ: HAROLD IN ITALY, Op.16 
YEHUDI MENUHIN, viola/The Philharmonia Orchestra conducted by COLIN DAVIS 

FOR THE PROGRAM of Harold in Italy, which appeared 

in 1834, Berlioz turned to Byron—but only to twist 

Childe Harold to his own purposes. Byron’s melancholy 

dreamer is made to wander through the countryside of 

Italy, and his presence in each movement of the work is 

indicated by a solo viola. The work is a symphony with 

viola obbligato, conceived to a program of the com- 

poser’s own, the sole connection with Byron being the 

adoption of Harold as the protagonist in the journey. 

There is some affinity to the idée fixe of the preceding 

Fantastic Symphony, but here the viola itself is the “idea; 

rather than a constant musical phrase which may appear 

on any instrument in the orchestra. 

The fact thatitis a viola that is used to indicate Harold 

brings up the story of Paganini and the twenty thousand 

francs. The composer in his Mémoires tells us how after 

a concert “a man with a long mane of hair, with piercing 

eyes, with a strange and haggard face” was waiting for 

him in the foyer. This was Niccolo Paganini, who over- 

whelmed Berlioz with praise. Later the virtuoso desired 

a solo piece for a new viola he had acquired, and came 

to Berlioz as the only man he could trust to write it. 

Characteristically, Berlioz made of it an orchestral sym- 

phony to a highly romantic program, using the viola 

merely as obbligato soloist to personify his hero. Paga- 

nini saw the first movement in score, but the rests for 

the viola displeased him; he would have preferred to be 

playing all the time. Berlioz altered nothing, and com- 

pleted the work. At a performance of Harold on Decem- 

ber 16, 1838, Paganini and his son were again waiting 

for the composer after the concert. This time the violinist 

knelt to kiss Berlioz’s hand. The following day the fam- 

ous twenty thousand francs arrived, with a covering note 

from Paganini begging the acceptance of the money as 

a token of admiration. In 1840 Paganini died; never, 

after all, having taken the viola part in the work he did 

so much to encourage. There were various cynical theor- 

ies put forward at the time to explain exactly why Paga- 

nini, normally a “close” man, should have suddenly 

Library of Congress Catalog Card Numbers R 63-1452 (mono) and R 63-1453 (stereo) apply to this recording. 

given away thousands of francs. May it not have been, 

pace the theorists, pure admiration? 

1. HAROLD IN THE MOUNTAINS 

The first movement opens with a fugato passage in slow 

time for cellos and basses, the bassoons coming in at the 

third bar with a melodious figure soon to be transferred 

to other instruments. The next theme of importance is 

given out by the full woodwind against a tremolo in the 

violins; this is a minor version of the Harold motive, 

which brightens on its appearance on the solo viola. 

Harold’s melancholy begins to disappear as he walks 

through the glorious mountain scenery. The time changes 

from Adagio to an Allegro in 6/8 rhythm, and a new 

subject of a cheerful character appears on the strings. 

The solo viola, after a short prelude, takes over this new 
theme: yet another dance-like melody follows, to lead 

in its turn into the development and recapitulation. There 

is a coda consisting of a long passage based on the first 

theme of the Allegro. 

Il. MARCH OF THE PILGRIMS SINGING THE EVENING HYMN 

This is the slow movement of the symphony. After an in- 

troduction of sustained chords for winds, strings and 

harps, the theme of the procession apears quietly in the 

strings. Soon the solo viola enters, and we know that 

Harold is at hand, watching the pilgrims. Now the Eve- 

ning Hymn appears, first given to basses against held 

chords and rampant arpeggi in the solo viola. Harold 

becomes disturbed in his mind, and the sweeping figures 

executed by the soloist convey this admirably. The relig- 

ious chant is transferred from instrument to instrument, 

until the procession moves on again and the march is 

resumed. It dies away in the distance to the sound of bells, 

and more arpeggi in the viola still hint at Harold’s agita- 

tion of mind, even in the last few bars. 

Ill, SERENADE OF A MOUNTAINEER OF THE ABRUZZI TO 

HIS SWEETHEART 

The serenade opens bucolically with a few bars suggestive 

of the drone of a pastoral instrument, after which oboe 

and piccolo give out the first theme. This comes to a full. 

close, and an English horn announces the second subject. 

Notice here the “dying fall” of a fifth near the end of the 

melody. At this point Harold’s theme apears in augmen- 

ted form, while the rhythm of the serenade occupies the 

rest of the orchestra. Delightful changes are rung on the 

two principal melodies, the scoring showing infinite re- 

source and beauty. In the end the serenade dies away 

softly over the mountain passes. 

IV. ORGY OF THE BRIGANDS 

The composer’s own description of this movement seems 

apt here. He speaks of “this wild orgy where the several 

intoxications of wine, blood, joy and rage are blended; 

where the rhythm now seems to stumble, now to rush 

madly ahead; where the brass instruments seem to vomit 

imprecations and to answer suppliant voices with blas- 

phemies; where there is laughter, drinking, fighting, quar- 

relling, murder, violation; while from the solo viola (the 

dreamer Harold flying in terror) we hear in the distance 

some few tremulous notes of the Evening Hymn” The 

movement commences with a wild theme for strings, sug- 

gestive of those scenes of “brigands in a landscape” so 

much in favor in the eighteenth century. Presently, the 

fugato passage of the opening of the first movement is 

heard, to be followed by reminiscences of other move- 

ments. Here Berlioz evidently remembers Beethoven’s 

practice in the transition to the finale of the Ninth Sym- 

phony. The first theme is now developed at length, until 

two new themes appear; the first of these, based on an as- 

cending scale passage, is given out by the strings and 

wind, the second introduced in ponderous triplets by wood- 

wind and brass. The height of the orgy is now reached 

and the frenetico of the movement’s title makes itself evi- 

dent. For a moment the wild orgy is interrupted by the 

strains of the Pilgrims’ March, whispered by two violas 

and a cello. Harold’s voice is heard for the last time, and 

the brigands wind up the movement in their own way. 

Notes ©1963 Electric & Musical Industries, Ltd. 

TIMINGS: Side One — 25/25” (I—16’20”, II—9’05”) Side Two — 18’48” (III —6’30”, IV — 12/18”) 

THIS RECORDING SHOULD BE PLAYED ONLY WITH A STEREO CARTRIDGE & STYLUS. = 

STEREO. 
S 36123 



by Martin Bookspan 

N 1834, four years after he produced the Symphonie 
fantastique (at the age of twenty-seven), Hector 

Berlioz completed another large-scale symphony with 

a descriptive title. It was Harold in Italy, a four-move- 

ment work with an important viola solo part that was 

originally intended to be played by Niccolé Paganini 

at the first performance. 

And thereby hangs a tale that began in the final days 
of 1833 at a concert at the Paris Conservatory. The 

Symphonie fantastique was performed on that occasion, 

for a wildly enthusiastic audience. In his memoirs Berlioz 

recalled what followed: ‘To crown my happiness, after 

the audience had gone out, a man with a long mane of 

hair, with piercing eyes, with a strange and haggard face, 

one possessed by genius, a colossus among giants, whom 

I had never seen and whose appearance moved me pro- 

foundly, was alone and waiting for me in the hall, 

stopped me to press my hand, overwhelmed me with 

burning praise, which set fire to my heart and head: it 

was Paganini!” Berlioz goes on to report that some weeks 

after this initial meeting Paganini came to visit him and 
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proposed that he compose a solo piece for viola—Paga- 
mini intended it as a vehicle for a treasured Stradivarius 
instrument he owned. 

Berlioz wrote of his commission from Paganini: 

I tried then to please the illustrious virtuoso by writing 
a solo piece for the viola, but a solo combined with the 
orchestra in such a manner that it would not injure the 
expression of the orchestral mass, for I was sure that Paga- 
nini, by his incomparable artistry, would know how to 
make the viola always the dominating instrument. His 
proposal seemed new to me, and I soon had developed in 
my head a very happy idea, and I was eager for the realiza- 
tion. The first movement was hardly completed, when 
Paganini wished to see it. He looked at the rests for the 
viola in the allegro and exclaimed: “No, it is not that: 
there are too many rests for me; I must be playing all the 
time.” “I told you so,” I answered; “you want a viola con- 
certo, and you are the only one who can write such a 
concerto for yourself.” Paganini did not answer; he seemed 
disappointed, and left me without speaking further about 
my orchestral sketch. 

When the completed score was played for the first 
time—in November, 1834, at the Paris Conservatory—it 
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HAROLD IN ITALY 

was not Paganini but an obscure violist named Chrétien 

Urhan who played the solo part. 

The overall title Harold in Italy and the descriptive 

titles for the four movements of the score (‘Harold in the 

Mountains: Scene of Melancholy, Happiness, and Joy’; 

“March of the Pilgrims Chanting the Evening Prayer’; 

“Serenade of a Mountaineer in the Abruzzi to His 

Mistress”; “Orgy of the Brigands’’) are from Lord By- 

ton’s poem Childe Harold, about a melancholy dreamer 

who in his poetic wanderings about the Italian country- 

side seems to epitomize perfectly the goals, aspirations, 

and internal conflicts of the early Romantics. But like so 

many nineteenth-century musical works with supposed 

literary programs, Berlioz’s Harold in Italy depends not 

one whit on its literary associations: it can be heard and 

enjoyed purely for itself without knowledge of its extra- 

musical implications. 

The standing of Harold in Italy in today’s record 

catalogs and concert halls is ascribable to the efforts of 

two conducting giants of the recent past, Serge Kous- 

sevitzky and Arturo Toscanini. Both Koussevitzky and 

Toscanini repeatedly conducted Harold in Italy a quarter 

of a century ago, when the score was thought to be little 

more than a curiosity and a museum piece. Koussevitzky 

led the first performance of the work recorded in this 

country; William Primrose was the violist in these ses- 

sions, held in November, 1944, and the orchestra, of 

course, was the Boston Symphony. After its distinguished 

career as a five-disc set of 78-rpm recordings, this per- 

formance was made available briefly by RCA Victor as a 

Vault Series long-playing record; like nearly everything 

that Koussevitzky recorded for RCA Victor, the perform- 

ance was a stunning one, with a passionate commitment 

that is the most frequently missing element in the music- 

making of today. Unfortunately, since RCA Victor has 

withdrawn all the Koussevitzky recordings from the 

catalog, present-day listeners are deprived of the re- 

corded legacy left by one of the supreme conductors of 

the twentieth century. 

William Primrose has dominated the recording scene 

where Harold in Italy is concerned ever since that pioneer 

performance with Koussevitzky. About half a dozen years 

Sir Thomas Beech- 
am’s poetic interpretation for Columbia (mono only) and Charles Munch’s dramatic reading for RCA Victor (stereo/ 

mono). Also commendable is Leonard Bernstein’s collaboration with violist William Lincer jor Columbia (stereo/mono). 

later he made a new recording in London for (American) 

Columbia, with Sir Thomas Beecham conducting the 

Royal Philharmonic Orchestra (ML 4542); eight years 
after that, Primrose went to Boston for a third recording 
of Harold in Italy, this time with Munch and the Boston 

Symphony Orchestra (RCA Victor LSC/LM 2228); and 

it was only illness that prevented Primrose from perform- 

ing the viola solo in Leonard Bernstein's 1962 recording 

with the New York Philharmonic (Columbia MS 6358, 

ML 5758)—the Philharmonic’s principal violist, Wéil- 

liam Lincer, took over here for Primrose. 

In addition to the Primrose-Beecham, Primrose-Munch, 

and Lincer-Bernstein recordings, there is only one other 

performance of Harold in Italy currently available—the 

Angel recording (S 36123, 36123) with Yehudi Menu- 

hin as violist and Colin Davis conducting the Philhar- 

monia Orchestra. Granting the curiosity value attached 

to hearing Menuhin as a violist in so extended a role, his 

performance strikes me as conspicuously undernourished. 

It is difficult to say how much of this is Menuhin’s fault 

and how much the conductor's. But in a score that has 

drawn sparks from other performers, the Menuhin-Davis 

collaboration is a distinct letdown (the sound reproduc- 

tion is fine, however). 

The Primrose-Beecham view of Harold in Italy, like 

the Menuhin-Davis, tends to understatement of the dra- 

matic, but the poetic elements in the music are handled 

so lovingly and with such conviction that the reading 

attains a validity all its own. There is no stereo version of 

this recording; Primrose-Munch and_ Lincer-Bernstein 

are the stereo alternatives, both of them highly charged, 

dramatically oriented performances, Primrose is the more 

assured and more suave violist of the two, and for this 

reason his is the stereo recording I prefer. Nevertheless, 

the team of Lincer and Bernstein has been given some- 

what better reproduction, and their performance emerges 

with cleaner, more sharply defined textures. 

Only the Menuhin performance is currently available 

on four-track stereo tape (Angel ZS 36123); however, 

the extremely vivid and well-balanced sonic reproduc- 

tion is little compensation for the generally soporific 

performance. 
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Yehudi Menuhin and Colin Davis provide a marvelous blend of gusto and sensitivity 

ECTOR BERLIOZ’ symphony with viola obbligato, Harold in Italy, is a score by 

this remarkable composer that I have always placed in the second rank among 

his creations—at least in relation to such masterpieces as the Symphonie fan- 

tastique, the Requiem, or L’Enfance du Christ. But this astounding recorded perform- 

ance, featuring the eminent violinist Yehudi Menuhin 

playing the viola and England’s most promising young 

conductor, Colin Davis, has compelled serious second 

thought on my part. 

If Mr. Davis can, in the next few years, accomplish con- 

sistently with the monumental classic, Romantic, and mod- 

ern symphonic repertoire what he has done here; there 

will be no question of his succession to the mantle of the 

late Sir Thomas Beecham; for it is Sir Thomas in peak 

form who comes to mind as one listens to this disc, and it 

was Sir Thomas, with William Primrose, who in 1952 

made the only other wholly convincing recorded version 

of this music. 

Thanks to Menuhin’s powerful personality as a per- BERLIOZ IN ITALY 

(An 1831 Roman portrait by Signol) — former and to his unerring musicianship, Berlioz’ Byron- 

inspired protagonist emerges on this disc as a poignant personage in his own right, taking 

part in a meaningful dialogue with the orchestra as it evokes his experiences in the Italian 

Alps, his viewing of the pilgrims’ procession, his memories of the Abruzzi mountaineer 

serenading a girl, and his recollection of the brigands’ orgy. Colin Davis, like Menuhin 

a positive and gifted interpreter, carries his players into the spirit of the situation with 

a marvelous blend of gusto and coloristic sensitivity. (Continued overleaf) As 
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Yet he does not neglect a loving attention to a 

classically proportioned phrasing of melodic line 

and to a balancing of contrapuntal voices within 

the orchestral fabric, most notably in the Pil- 

grims’ March. The essence of a perfect Berlioz 

performance, as expounded in the past by Mon- 

teux, Beecham, and the almost forgotten Sir 

Hamilton Harty, is to be found here: ardor of 

expression combined with a Gluck-like purity in 

setting forth the melodic line. It is only this ap- 

proach that can save the brigands’ orgy from 

becoming—as it usually does—a meaningless up- 

roar. The high spot of this movement, however, 

is its introduction, wherein the soloist and orches- 

tra recall in dialogue (as in Beethoven’s Ninth) 

themes from the previous movements. Here the 

rapport between Menuhin and Davis is a joy 

to hear. Then there is the often troublesome 

stumbling block midway in the Pilgrims’ March, 

where the solo viola is restricted to playing ar- 

peggio figurations while the orchestral winds in- 

tone a chorale. Menuhin, with the most artful 

kind of tonal coloring, endows this episode with 

an intense aura of communicative conviction ; 

this is no less than an interpretive miracle. 

Performances of this caliber are all too seldom 

encountered. In my opinion, this revelatory read- 

ing will surely take its place among the Great 

Recordings of the Century a generation hence. 

I hope, by the way, that this will not be the last 

of Menuhin’s disc appearances as viola soloist. 

It would be good to hear what he would do with, 

for example, the Walton Concerto or the Bloch 

Viola Suite. David Hall 

© @ BERLIOZ: Harold in Italy, Op. 16. Yehudi 

Menuhin (viola); Philharmonia Orchestra, Colin 
Davis cond. ANcEL S 36123 $5.98, 36123* $4.98. 

A SONIC TRIUMPH: 
VON KARAJAN’S TOSCA 

Leontyne Price is sensuous and 
powerful in the title role 

EN YEARS AGO, Angel released a recording 

of Tosca (with Maria Callas, Giuseppe di Ste- 

fano, and Tito Gobbi, Victor de Sabata conduct- 

ing) that established a standard no subsequent 

productions have quite been able to match. Now, 

however, in RCA Victor's new version with 

Leontyne Price, Giuseppe di Stefano, and Giu- 

seppe Taddei, with Herbert von Karajan con- 

ducting, we have, for the first time, a recorded 

performance to challenge Angel’s supremacy. 

As noted, Giuseppe di Stefano sings Cavara- 

dossi in both the old Angel and the new RCA 
Victor sets. Even without the ringing freedom 

and soaring, liquid ease with which he completely 

dominated the role’s vocal challenges ten years 

ago, this is still one of the tenor’s best perform- 

ances in years. Perhaps it was von Karajan’s in- 

fluence, or perhaps he was inspired by his two 

impeccably musical colleagues, but the fact is 

that this Cavaradossi is dramatically convincing 

and vocally imposing. 

The Tosca of Leontyne Price fulfills all expec- 

tations. The dark beauty of her voice, and the 

sensuous and passionate coloration that is its dis- 

tinguishing characteristic, make her a superb in- 

terpreter of the role. She is most impressive—in 

fact, incomparable—in those moments when the 

vocal challenges are greatest. There is still a 

measure of fussy self-consciousness in her first 

scenes, but she nevertheless gives us an intelligent 

and powerful characterization bathed in streams 

of glorious sound. 

Giuseppe Taddei’s voice, full and sonorous in 

mid-range, loses body and becomes hollow at the 

top. It is used so skillfully, however, that—except 

when he is pitted against full orchestra—these 

limitations are hardly evident. What is more 

important, Taddei’s characterization is com- 

pletely absorbing : his Scarpia is a brutal, sinister, 

oily and calculating figure, a monster with intel- 

ligence and courtly manners. Fernando Corena 

makes rather more of his scene as the sacristan 

than he should—an old story with this gifted but 
irrepressible artist. 

In no other recording of Tosca has the orches- 

tra been heard with the richness, power, and 

clarity of texture revealed here. The playing of 

the Vienna Philharmonic is a triumph of tone, 

discipline, and expressiveness, but along with the 

Karajan insights, we also get a share of the 

Karajan tempo eccentricities. The solemnity of 

the Te Deum is, I think, overdone; Act II is 

not quite as excitedly paced as De Sabata’s ; and 

the pre-execution scene in Act III is allowed to 

sag perceptibly. 

One small miscalculation should also be 

pointed out: toward the end of Act II, when 

Tosca has convinced herself that Scarpia is dead, 

she utters the words “E morto.” The score at 

this point clearly indicates a pause after the one- 

measure rest before Tosca announces “Or gli 

perdono” (“Now I forgive him”). Callas, need- 

less to say, makes the most of this pause ; Price 

pronounces the two lines with hardly a breath 

between them. It sounds ineffective and is un- 
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